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Abstract  
The playwright in the Theatre of the Absurd is in pursuit of expressing existential themes in a world lacking an integrating 
principal which has turned disjoined, meaningless, and aimless. Samuel Beckett, the prominent figure of this theatre, has 
deployed many techniques in handling these themes. He embodies his own idiosyncratic techniques in the utilization of language 
on the line of revealing the nature of self, an existential problem of modern man. In this article, I detected the significance of 
language in the Theatre of Absurd and its special deployment by Beckett in his major play Waiting for Godot to show his specific 
techniques in utilization of language on the line of capturing the real nature of self. To achieve this Beckett has exercised his own 
idiosyncratic techniques on language to create a language of self. Although his special way of handling the language, to some 
extent, has made the concept approachable and comprehensible, it remains elusive and inaccessible due to the limitations of both 
language and human being. 
© 2011 Published by Elsevier Ltd. 
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1. Introduction  
       A person's style of speech can account for his social status, personality type, and many more of his attributes. In 
drama, the study of characters' speech can signifying many of the characteristics of the characters, theatre school of 
thought, and dramatist's intention in the use of language. Words are the building blocks of the dramatist upon which 
he maneuvers over expression of thought or conceal of thought ironically. Beyond the words, the pattern of dialogue 
deployed as the global manifestation of language differs drastically from one dramatist to another, from one theatre 
circle to another. Language is influenced and influences other components of the play for the fact that only in drama 
a "permanent tension between verbal and non-verbal exist"1. Therefore, theatre's main concern should be the 
expression of what language is unable to be crystallized in words and can not be in congruence with other 
ingredients. In 20th century, with the domination of existential dilemmas obsessing modern man, a new form of 
theatre known as the Theatre of The Absurd proved to promising in handling these premises and successful in 
revealing the impotency, inability, and failure of naturalism in reflecting the reality of these existential problems to 
any contemporary dramatist. This is echoed in modern critic's view, too. To Eliot, realistic drama is suitable for 
unable to the surface reality handling trivial subjects and passing events and fails to account for the external, 
intangible, and profound realities which later on became the target of the Theatre of The Absurd. Part of this success 
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is due to the different view of language and speech introduced by Antonin Artad, that "it is not a matter of 
suppressing speech in the theatre but of changing its role, and specially reducing its position"2. This modification 
has to be applied to language to tailor its practicability in accordance with other elements to capture the intended 
theme. We can see that "it is not paradoxical to assert that much of the reality now begins outside language. The 
world of the word has shrunk"3. When it comes to the questions of existential problems of modern man such the real 
nature of self, the dramatist has got to exercise his own idiosyncratic tact to be able to manifest the problem. He 
shoulders the responsibility of  idea of Ionesco that "it is imperative to push human being again towards seeing 
themselves as they really are"4. Among the prominent figures of the theatre of Absurd, the one who has used 
language tactfully to push the human being grasp their existential obsessions, is Samuel Beckett. In this article, I am 
going to discuss the significance of language in Beckett's theatre in conveying meaning and highlight some of the 
techniques he has exercised on the language in his major play Waiting for Godot on the way of capturing the real 
nature of self and disambiguating it as one of the major obsessions of human being. 
 
2 . Discussion 
 
         Beckett has asserted that "he is dealing with a kind of art which gives the impression that there is nothing to 
express, nothing with which to express, no desire to express, with the obligation to express"5. This vision may have 
given rise to the creation of specific characteristics crystallized in the theatre of Absurd school of thought on the line 
of handling themes of diverse ilk. The Theatre of absurd through its absurdity features attained the ability "to make 
his audience accept happenings on the stage as expressions of internal psychic reality"6, something which can not be 
achieved in any other way round. Moreover, as Esslin has recapitulated "the Absurdist has further demonstrated the 
theatre's ability to deal not only with external reality in providing a concrete and photographically correct 
reconstruction of real life but also, with the vast field of internal reality-the fantasies, dramas, the hallucinations, 
secret longings, and fear of mankind"7. To achieve these objectives the Theatre of Absurd has done some 
modifications such as destruction of the concept of drama as no more than a literary form, reemphasis of the setting, 
its close relationship with ballet, acrobatics, and etc. which in a sense have contributed a lot to a devaluation of 
language which, in turn, has been in congruence with the trend of the time and its immediate needs. Subsequently, 
what Beckett is supposed to do in his works is to communicate the incommunicable. All he is to do is to talk; silence 
has no place in his works because one can only be silent only when he has attained his true self and his own identity. 
"To talk means to stand outside oneself, he who does not possess himself and remains concealed from himself is 
compelled to talk, Only he who has attained his own identity can be silent"8. The way of talking on the way of 
achieving a prominent existential concept like disambiguating one's self, no doubt, will have its own idiosyncratic 
characteristics and the dramatist's tact is called into question with regard to his deployment of language for the 
purpose.  
      "For Beckett words form the impenetrable barrier of language which for ever keeps us from knowing who we 
are and what we are"9. As the words are rational, they are time bound, and con not account for the self that exists 
outside time and place. Therefore, "if one can destroy the rationality of words, pour them out in a massive and 
torrential jumble defying time and structure, detach them from their contents, there is a chance that he may get close 
to his true self"10. This is exactly what Beckett does with language in his works. He tries to develop a new language 
of timelessness and spacelessness, a language as "a system of sounds devoid of content which moves only within 
itself"11. Such a language in Beckett's plays serves, to express the breakdown, the disintegration of language"12. To 
get down to practice, I want to deal with the play under discussion. In this play, the characters use everyday words 
but the words serve different purpose. As Grillet puts it, "the two tramps are on the stage. They have to explain 
themselves but it seems that they don't have a text prepared before hand and scrupulously learned by heart to support 
them they have to invent. But just as they have nothing to recite, they have nothing to invent as well and their 
conversation reduces to fragments"13. Disintegration captures the language and the dialogue fades in sheer 
minimalism. Hence, pauses and silences stabilize themselves as the crying concepts for communication in the play 
to enable the characters experience the wordless reality of self.Language is manipulated, reshaped in accordance 
with the stream of the play. In the first act, the characters in their action, waiting, are only concerned with the 
passage of time on the line of getting to their objectives. Hence, the language is transformed to long dialogue 
exchanges over the routines. 
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              Estragon: You're sure it was here? 
Vladimir: What? 
Estragon: That we were to wait. 
Vladimir: He said by the tree.[They look at the tree.] Do you see any others? 
Estragon: What is it? 
Vladimir: I don't know. A willow. 
Estragon: Where are the leaves? 
Vladimir: It must be dead. 
Estragon: No more weeping. 
 
                                                  (Waiting for Godot,15-16) 
     In the second act, it seems the tramps are all out, have exhausted the possibilities of speech and action. Here, the 
language steps aside, gives its way to silence which itself is a new form of language paving the way for the tramps 
to get on. 
[Long Silence.] Vladimir: Say something! 
Estragon: I'm trying.[Long Silence] (p.59) 
 
      Language dissolves more and more as we go on in the play and the dialogue between the characters turns into 
monologue. "Vladimir's monologue delivered toward the play's end neatly captures Godot's central dilemma. 
Everything changes, and nothing does: all days blur into one day, but life itself is short, and passes quickly"14. They 
find it more difficult to talk to each other because to talk means to invent but no matter how clever they are, they run 
out of words and have to repeat themselves which brings us to repetition as another one of Beckett's techniques in 
disintegrating the language and providing a language of self. These repetitions and ready made phrases provide the 
tramps with a way of passing the time. In the middle of these repetitions, these automatic exchanges, they endeavour 
new ways of insulting each other, telling stories, hanging themselves, playing with Pozzo and Lucky to get on their 
quest for the real nature of self by waiting and shortening this waiting in any way possible. Accordingly ,"the 
dialogue of the tramps [gets] the peculiar repetitive quality of the cross-talk comedian's pattern"15. 
 
Estragon: Wait. 
Vladimir: Yes, but while waiting. 
Estragon: What about hanging ourselves? 
Vladimir: Hmm. It'd give us erection!  (p.13) 
 
       Language as a theme-bound concept is deployed by the playwright to control the stream of the play towards 
revealing the intended theme. Whenever the tramps get serious, Beckett through their tone, words, or their actions 
turn them to vaudevilles and clowns; therefore, he creates the atmosphere of breaking the logic of conventional 
language. This is applied to all characters on the same line. The quality of the talk of the high and the low, the comic 
and the serious adds to the strangeness of the play and its difference to from the everyday language use making it 
possible to present a serious subject matter through a comedy form. 
Estragon: We have no right any more? 
Vladimir: You'd make me laugh if it wasn't prohibited. 
Estragon: We have lost our rights? 
Vladimir: (distinctly). We got rid of them. (p.17) 
 
        More closely related to what was discussed is the ambiguous use of language in order to make serious subjects 
understandable. Estragon' being beaten or sleeping in a ditch is totally nebulous as there is no clear justification for 
the motifs and causes behind it. The tramps, in times, get involved in talking as if the other person does not 
understand and each is involved in his own soliloquy. They "launch into what appears to be familiar territory of 
complaining about life, philosophizing about life, quibbling back and forth and specially about their own private 
thoughts"16. The words apparently have lost their meaning and turn into a device to communicate the 
incommunicable though in an ambiguous manner.  
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Vladimir: I missed you…. And at the same time I was happy. Isn't that a strange thing? 
Estragon: (shocked). Happy? 
Vladimir: Perhaps it isn't the right word. 
Estragon: And now? 
Vladimir: Now?...(Joyous.) There you are again…(Indifferent.) There we are again…..(Gloomy.) There I 
am again.(p.68) 
This way of talking shows they are all out in their endeavour, waiting, to get the meaning of self and 
existence. 
 
       Gradually, language changes its appearance. We can see a cycle of gestures and words in Godot which is seen 
not only in the action but also in the structure of the dialogue which is in itself full of echoes. The tramps not only 
repeat words and sentences in both acts but also fall in the habit of trying to find synonyms for the words, just in 
order to talk. The words are seemingly important for the sounds they make and that is what Beckett wants: to 
"devoid language of context and make it a system of sounds"17. The characters turn to using synonyms just to make 
sounds as "their mind turns from things to words and from words to sounds"18. In this regard, Estragon runs out of 
synonym first while Vladimir still invents a word striking the mind the idea that Estragon will be the first on the line 
of sensing his real self. 
      Beckett, furthermore, disintegrates language in his use of action and mime in the play revealing the idea that has 
found means of communication beyond language by the use of dramatic medium. "In theatre he has been able to add 
a new dimension to language by the use of action and mime"19. Words and language are becoming less significant. 
There are times when we see words and actions as contradictory. The characters utter something but their actions are 
contrary to the verbal expression.  
 
Vladimir: Well? Shall we go? 
Estragon: Yes, let's go. They don't move. (p.123) 
 
      Alongside the disintegration of language with other elements, decentralization of the role of language deployed 
by him proves promising in manifestation of the existential themes of his theatre. In Waiting for Godot, "Godot is in 
fact the unspecified absence". In such an absence language looses its central role in the service of the plot, it no 
longer uncovers for us any "metaphysical or ideological centre which might serve our understanding"20. A centre 
which never appears except through the fulfilment of a promised action that is to say, the coming of Godot. 
 
       To penetrate into the sheer the core of the theme, Beckett finally demolishes the structure of language in every 
aspect violating its syntax, semantics, etc. This can be detected in Lucky's supposedly meaningless and 
uncontrollable stream of words. What climaxes the point is his strong belief in it manifested in his vigour and 
strength of his speech. He talks seriously and "delivers a long, gabled monologue about the fate of man caught 
between an indifferent God and an inhospitable nature"21 highlighting the exact dilemma of modern man. The 
annihilation of the convention of language has enabled Beckett to convey meaning through nonsense. Lucky: Given 
the existence as uttered in the public works of Puncher and Wattmann of a personal God quaquaquaqua with white 
beard quaquaquaqua outside time without extension who from……. 
 
       As O'Hara asserts: "Although the speech begins with the form of the ancient philosophical proof of the 
existence of God, it hurtles immediately to different frightful sets of conclusions"22. This, in a sense, reveals the 
bewilderment of modern man in his confusion with his existential problems mainly the theme of his ambiguous self. 
 
3 . Conclusion 
       In an essay on Proust, Beckett expresses his anti-naturalistic trust of language. "Proust does not share the 
superstition that form is nothing and …..for Proust the quality of language is more important than any system of 
ethics or aesthetics"23. Totally equipped with these views, he has tried to approach the real nature of self by 
developing language in various forms and structures from repetition, nonsense, disintegration, decentralization, 
824  Saeid Rahimipoor et al. / Procedia - Social and Behavioral Sciences 28 (2011) 820 – 824
monologue to the total annihilation of syntax and semantics to enable the tramps in Waiting for Godot to succeed in 
their waiting to come up with the answer to the questions of self, being, and waiting. But, in reality, the two tramps 
are well aware of their impotency and inability to gain insights of the world through the words they use. This is 
because of the fact that the inner self as Manthner puts it "has no way of articulation, it can not be verbalized and 
thus can never be known"24. Therefore, we can sense Beckett "metaphysical anguish" and his feeling that all 
language is to suffer"25. Although his tact of utilizing different forms of language enables the tramps approach their 
real selves, in the end, the concept remains elusive and understandable due to the impotency and limitations of both 
the language and human being. 
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